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SYRACUSE, NEW YORK 


May, 1914 


IFTEEN years ago this May, with 
much fear and trembling, Keramic 
Studio was launched upon the sea 
of amateur china decoration. The 
ship has not gone down, but has 
sailed on into new ports from time 
to time, always carrying the flag of 
progress. We are making you a lit- 
tle anniversary gift this May, the 
outcome of several converging pur- 
poses. A few months past we made an appeal to our keramic 
workers to help increase the circulation of Keramic Studio in 
order that we might increase its usefulness by additional color 
supplements, design pages, etc. We met with an encouraging 
response from some of our supporters, but in other quarters we 
had the reply of Simple Simon’s pieman, “Show me first your 
penny.” So we were at something of a dead-lock. Then in re- 
sponse to the same appeal we received some letters, a sample of 
which we gave last month, which made us decide that perhaps 
we had not been fair to our good friends who for several reasons 
have not yet joined the constantly growing ranks of con- 
ventional decorators, and that we would give them a fair 
trial, to see how many of them really need more “‘money- 
getting’ designs, and how much support we will find among 
those who have given as an excuse that we did not supply what 
they needed. 
So we are giving you this anniversary gift as a sample of 
our ‘‘Penny.”’ In October we propose to begin publishing a 
pamphlet (same style as our May supplement) of naturalistic 
and semi-naturalistic adaptations, with a naturalistic color 
study, while Keramic Studio proper will not be changed. 
Those non-subscribers who wish only naturalistic decora- 
tions may subscribe to this pamphlet or supplementary maga- 
zine, with naturalistic color study and the regular ‘‘Keramic”’ 
color supplement in addition, for $2.50 per year, while Keramic 
Studio subscribers will be entitled to the same at a price of 
$1.00 per year. At least this seems to us now as a fair charge 
to all, and it will not be more under any circumstances. But 
we may make changes in the price of this extra supplement to 
Keramic Studio subscribers before the publication of the first 
fall number. It will all depend on the support we receive in the 
next two months. | 
We always try to give what is needed, and realize that 
many of our readers live in districts where the public to which 
they must cater has not grown beyond the naturalistic, and so 
we are going to do the best we can for them, only begging that 
they will at least from time to time try to show something better 
to their public and so educate the general taste that our extra 
supplement may in time be incorporated bodily with Keramic 
Studio, being transformed to more advanced design. And so we 
wish you “‘Many happy returns of the day.” 
x HK 
Will every reader write us what she thinks of the new plan, 
and will she support it with her subscription, also, if she 
knows of china decorators for whom the naturalistic supple- 
ment will be an inducement to subscribe. It should be under- 


stood that this new plan means a heavy expense and can be 
carried on only if it meets with substantial support in the 
shape of new subscriptions. 


In contrast to the letters published last month, we are going 
to give you a few extracts from letters received since the April 
issue. These are the letters that make us feel that we are not 
living in vain. 


“T sent you a letter yesterday ordering a copy of last Octo- 
ber Keramic Studio on account of the fine work in design. I be- 
lieve I complimented you on that number. But I have just 
finished reading the editorial in the April issue and those critical 
letters about the very things I so admire. Now I was once even 
as the writer of that letter, so I have some sympathy for her. 
But thank goodness I am “coming out of it.” In the face of her 
letter, I feel that I did not say half enough about the fine work 
you have been publishing. Even if I could not appreciate the 
design work, which I think few can who have not really made it 
a study, with such names as Bachelder, Cherry, Mason, Warren, 
Paist and others, upholding it, I would think that there must 
be something in it, and I would begin to investigate. I am sure 
I have had as uphill work as most any one to convince the buy- 
ing public which was the better of the two sorts of decoration, 
but I kept doing nice little conventional plate designs, etc., and 
gradually they are beginning to see the thing and are buying 
the conventional work. They often tell me that they are tired 
of their sets of plates in roses and wish they had the conven- 
tional, and therein lies one of the most convincing arguments. 
You can live with conventional work. It does not weary you. 
It seems to me, for table-ware especially, one would shrink when 
they put gravy on top of grapes or ice cream on roses. And 
there’s no reason on earth why fish should look better served on 
top of a painted fish, when you come to think about it. I wanted 
you to know you had thesympathy of many of usin your efforts. 
The only trouble is, we who are pleased are so slow to say so 
and the one who is displeased is quite ready to mention it. We 
know, of course, that any one who keeps studying must even- 
tually come to conventional decoration for china, as being the 
most fit for the purpose. But until then I presume you will have 
many complaints. I am sincerely, Mrs. W. J. T., Mo. 


“Since some of your readers have felt inspired to romp on 
you with such thoroughness and enthusiasm, I want to send you 
just a word of appreciation and good cheer. Really, Keramic 
has taught me to design, and were I to devote the time to it I 
could spend all my working hours on the problems suggested by 
the material you offer. I am amazed that professional decora- 
tors can be content to put out anything but copies. I design 
only for my own table-ware, but more than one teacher here has 
tried to borrow or crib my ideas, so I am forced to believe that 
Keramic is not only an inspiration toward the beautiful, but 
also the practical and profitable as well. A decorator has only 
to make a water color study of any of your designs to discover 
the possibilities of its literal use as well as its adaptability. Be- 
lieve me, I am convinced the great advance made in proper 
taste as regards ceramic art is largely due to the influence of 
Keramic and its supporters. I think it is wonderful when you 
realize how far we have all progressed in the last ten or fifteen 
years; and while I know how hard it is to make any appreciable 
headway in educating the public, I think you yourself feel re- 
paid if you have only ‘kept the fire alive.’ I myself live far from 
the fountain heads of artistic inspiration, and I find Keramic 
and the Craftsman oases in the desert of the ugly and common- 
place. Yours for beauty and service, Very sincerely, 

_ Mrs. H. H., Kansas. 


STUDIO NOTE 
Mrs. Nellie G. Leyman will open up a studio in Portland, 
Ore., at 438 E. 46th St., N. Mrs. Leyman’s former address 
was 1309 Michigan Ave., Hyde Park, O. 
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KERAMIC 


FORGET-ME-NOTS—LENA E. HANSCOM 


HE colors of forget-me-nots are all on the soft, dull, pastel 
shades, rather than the bright, clear blues and greens 
that have often been used in keramic decoration. The centers 
are just a very delicate, creamy yellow. The blossoms, when 
freshly opened out, are a soft grey blue, with a hint of heliotrope. 
These vary a great deal in intensity, so that some blossoms are 
almost as pale as bluets. The blue flowers take on a decidedly 
lavender tone after the first day, and some flowers are a dull, 
greyish pink. The buds are either a deep, dull blue or quite a 
‘bright pink. The leaves are a dull, olive green, with a velvety 
texture, so there is very little shading or reflection on them. 
The under side is much paler, but still of a soft, grey tone. The 
stems are soft and downy, and just about the same tone as the 
under side of the leaves. Centers, Primrose Yellow, very faint. 
Blue blossoms, Air Blue 2 parts, and Deep Blue Green 1 part. 
Dark blue blossoms, Air Blue 2 parts and Copenhagen Blue 1 
part. Lavender blossoms, Air Blue 2 parts and Peach Blossom 
1 part. Pink blossoms, Peach Blossom 2 parts and Copenhagen 
Grey 1 part. Pink buds, Peach Blossom 2 parts and Blood Red 
1 part. Blue buds, Deep Blue Green'2 parts, Air Blue 1 part. 
Dark side of leaves, Grey Green and Copenhagen Grey equal 
parts. Light side of leaves and stems, Moss Green and Pearl 
Grey equal parts. 


STUDIO 


BIRDS AND PINE CONES (Page 3) 
Rylla E. Saunier 


ASH in background with Deep Blue Green, Sea Green, 
Shading Green and a little Banding Blue may be added 

for the darkest touches, and while background is still fresh wipe 
out the places for the pine needles. Cones are painted with Yel- 
low Brown and Dark Brown for the light side with touches of 
Yellow for the strongest lights, and Dark Brown and Violet for 
the shadow side. The branches are the same coloring. Needles 
are Apple Green, Yellow Green, Shading Green and Brown 
Green. The breast of the birds is a greenish yellow, the rest of 
the body being a changeable green and blue. Paint breasts 
with a thin wash of Albert Yellow and shade with Apple Green 
and Shading Green and a little Copenhagen Blue. Light on 
head is Apple Green and Copenhagen Blue, shaded with Band- 
ing Blue and Shading Green; use more Banding Blue and Sea 
Green on the wings. Eyes are Black. Bill is Yellow and Shading 
Green. Legs and claws Brown Green and Shading Green and a 


little Yellow Brown. 


CELERY DIPS—-LENA E. HANSCOM 


IOLET motif: Dust bands and stem and leaf forms with 
Apple Green 1 part and Copenhagen Grey 1 part. Dust 
violet form with Air Blue 1 part and Violet No. 1 1 part. Second 
Fice—Dust ground with Ivory Yellow 1 part and Palma Rosa 
Salmon 1 part. : 

Sweet Briar Rose motif: Outline with Ivory Black 1 part 
and Copenhagen Grey 2 parts, using water mixture. Dust the 
ground with Copenhagen Grey 2 parts and Palma Rosa Salmon 
1 part. Second Fire—Dust rose with Peach Blossom very lightly. 
Dust leaves and stems with Grey Green very lightly. Paint in 
center and stamens with Copenhagen Grey 1 part and Blood 
Red 1 part. i 

Butterfly motif: Outline in India ink. Dust bands and 
butterfly with Yellow Brown. Then oil background and dust 
whole surface with Ivory Yellow 2 parts and Yellow Brown 1 
part. Second Fire—Apply a good firm coat of Gold to the spots 
on the wings and body, and to the antennae, then put in the 
outline and all the other fine black lines in Gold. 
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BIRDS AND PINE CONES—RYLLA E. SAUNIER 


(Treatment page 2) 
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CHOCOLATE SET—KATHERINE W. LINDSEY 


HE three berries, upper and lower bands, and the center 
upright stem leading from the lower band, are oiled and 
dusted with Dark Blue for Dusting. Oil all the rest of the design 
except the small stem leading from the berries and the small 


square at the top between the sections and dust with 3 parts 
Pearl Grey and 1 part Shading Green. Oil the remainder 
of design and dust with Coffee Brown and a very little Yel- 
low Red. 
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CHOCOLATE SET—KATHARINE W. LINDSEY 
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(Treatment page 10) 


CARDINAL FLOWER—M. H. WATKEYS 
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: DETAIL OF CARDINAL FLOWER—LENA E. HANSCOM 
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Treatment page 10) 
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TEA SET—MARY L. BRIGHAM 


Outline with Black. Paint design with Copenhagen Blue and a little Apple Green. 


CARDINAL FLOWER (Page 7) 
M. H. Watkeys 


UTLINE with Black. Flowers are a light violet at the top 

and shaded down to a crimson purple. Use Blood Red 

and a little Violet at the top, using the coloring heavier farther 

down, and for the darkest tones add a little Deep Purple and 

Black. Leaves are Dark Green and alittle Yellow Green. Stems 

are Moss Green and a little Yellow. Background, Pearl Grey 
and a little Blood Red. 


CARDINAL FLOWER (Page 9) 
Lena E. Hanscom 
OR the brilliant red of the corolla use a thin wash of Car- 
nation for the first fire. 
Second Fire—A thin wash of Carnation, with a little Blood 
Red. For the duller, darker red of the buds, use Blood Red 


with a wash of Blood Red and a little Ruby at the tip. For the 
pale sheath of the pistil use a very thin wash of Blood Red and 
Ruby. For the tiny blossom-like end of the pistil use Apple 
Green, shaded with Copenhagen Grey. For the dark part, next 
to this pale green blossom, use Shading Green and Violet No. 2. 
For stems, Olive Green and Violet No. 2. For the dull leaves, 
Olive Green and Violet No. 2, with a touch of Shading Brown. 
For the brilliiant leaves, Apple Green and Shading Green. For 
the old, dried flowers use Copenhagen Grey and Blood Red, 
with a wash of Blood Red and Ruby for the second fire. Outline 
with black. 
WATER COLOR TREATMENT 


The flaming red of the cardinal flower, as it gleams out 
from the dark shaded bankof some woodland brook, is proba- 
bly brighter and clearer than any other red in nature. Surely 
there is no color on the palette that would do justice to its won 
derful purity. However, one might seldom care to employ so 
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bright a tone in keramic design, unless it were to be used ever so 
sparingly,—simply as a little note of interest. In that case the 
effect of brilliancy might be attained by juxtaposition with its 
complementary color,—using a dull green background relieved 
by the richer and brighter greens of the leaves and stems. The 
whole sheath-of the pistil is a soft pinkish tone; use Alizarin 
Crimson with Brown Madder in the shadows. The buds are a 
duller, darker red, Alizarin Crimson with a touch of Mauve 
blended at the tip. It is only the corolla that has the brilliant 
color. For this use thin, clear washes of Crimson Lake and Gam- 
boge. Do not use Vermilion, as it is a body color and is not 
clear. In the shadows use Alizarin Crimson. 

The old dried flowers fade out to a dull reddish purple; 
Brown Madder, with Mauve and a touch of Alizarin Crimson. 
Some of the leaves and part of the stem may be a pure clear 


Green. Use Sap Green with a little Payne’s Grey, or Hooker’s 
Green No. 1 witha little Yellow Ochre. Other leaves are duller 
and softer and may be greyed or toned down with Payne’s Grey 
and a little Mauve, or with Brown Madder with a little Cobalt 
Blue. The blossom ends of the stems and sepals are dull. The 
little bracts, growing at the base of bright green leaves are 
bright, while those growing with the duller leaves have the same 
subdued tone. The stems near the,blossoms and the sepals are 
a dull purple green. At the end of the pistil there is a little dark 
cuff, almost purple. Use Payne’s Grey and Hooker’s Green No. 
2, with a little touch of Mauve. At the very end of the pistil is 
a little pale green blossom, for which use Hooker’s Green No. 1 
with shadows of Payne’s Grey. For the background, a wash of 
Indian Red and Hooker’s Green No. 2 may be used, or Sap 
Green, Brown Madder and a little New Blue. 


TEA TILE, ‘“‘PHANTOM SHIP” DESIGN—LENA E. HANSCOM 


UTLINE with delicate line of Banding Blue, using the 
water mixture. Dust thegrey cloudsand the lighter tones in 

the water, and the grey border with Banding Blue 1 part, Copen- 
hagen Blue 1 part, and Copengahen Grey 2 parts. Dust the 
darker tones in the water with Banding Blue 2 parts, Copenha- 
gen Blue 2 parts. Leave the ship, the rifts in the clouds and the 


white spaces in the border white. Paint the birds in a flat tone 
with Banding Blue. 
Second Fire—Oil black spaces of border and dust with 
Banding Blue. Strengthen birds and outlines if necessary. 
Third Fire—Oil entire tile and dust lightly with Copen- 
hagen Grey 


= 
. . f 
‘ 
‘ 
| 
- 
‘ 
‘ 
- 
P 
; } 
— 
‘ 
> 
> 
A 
| 
a 
q 
5 
- 4 


Magnolia 


KERAMIC STUDIO 


SINGLE MAGNOLIA BLOSSOMS 
‘Alice B. Sharrard 


HESE flowers are a very delicate pinkish tone shaded to- 

ward centers with Crimson or Volkmaz’s Purple V. Cen- 

ters, light parts Canary Yellow tipped with Crimson. Buds, 
deep pink, leaves Moss Green. Stems, Finishing Brown. 


MAGNOLIA (Page 13) 

Alice B. Sharrard 
ACKGROUND, Grey Green 2 parts, Dark Green 1 part. 
Flowers, delicate tone of Ivory, shade toward center with 
Crimson. Stems, Finishing Brown, shaded with Sepia Brown. 
Leaves, Moss Green. Pistil of flower, Moss Green with Crimson 
stamens. Strengthen all colors in second fire, going over ground 

with Pearl Grey. 
SINGLE MAGNOLIA (Page 22) 
Alice B. Sharrard 


HIS variety is a waxy white, tone very delicately with 
{vory 1 part, Water Green 1 part, with stronger color 

for shadows. Leaves are a rich green; paint lights Grass Green 
toned with Dark Green. Dark parts, Green 1 part, Dark 
Green 1 part. Stems, Finishing Brown 1 part, Violet 1 part. 
Shade with Black Brown. Where leaves join stem touch with 
Yellow Green. For ground use Grey for Flowers, shaded into 
Shell Pink. 


The main exhibit palaces at the Panama-Pacific Interna- 


tional Exposition in 1915 will be opened at 9 a. m. each day and 
closed at sunset, except the palace of Fine Arts. 
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PLATE OR BOWL (Page 6) 
Melvina Rushmore 
UTLINE with Black. Paint all bands with Gold. Leaves 
are Apple Green and a little Yellow. Roses are Yellow 
shaded with Yellow Brown. Baskets are Yellow Brown and a 
very little Dark Brown. Forget-me-nots are Albert Yellow. 


TWO SATSUMA ROSE JARS (Supplement) 
Henrietta Barclay 
MOTIF: PINK AZALEAS 


FTER outlining the design with mineral black, lay one coat 
of Green Gold on handles and feet, made by mixing 1-4 
silver with unfluxed Gold. Enamels for design as follows: Soft 


enamels, O’Hara’s Old Chinese Pink, Green No. 2, Dull Yellow, 
Grey Violet. Mix enamels with just enough enamel medium to 
gather the powder, no more. Thin with pure, clean turpentine 
to the right consistency to float easily. Soft enamels may be 
applied a number of times on Satsuma or Belleek. To lighten 
enamels add white. The two values of pink are gotten in this 
way. The Green also needs more white, but all enamels should 
be tested before applying to the porcelain. 


CHINESE MOTIF 


Enamels for the rose jar in Red and Green, Chinese motif, 
are: Soft enamels, O’Hara’s Persian Red, Dull Yellow, Green 
No. 2, Grey Violet, Brown. Use Yellow Gold for this color 
scheme, mixing equal parts Roman and unfluxed Gold, 


CUP AND SAUCER—ALBERT W. HECKMAN 


ITH a little careful work this may be done in one firing. 

Oil in the wide bands and the dots, and dust with 2 parts 
Banding Blue, 1 part Copenhagen Blue and 2 parts Pearl Grey. 
Paint in all the other parts of the design with 1 part Pearl Grey, 


1 part Copenhagen Blue and 1 part Empire Green. The wide 
bands raay be painted in with Green Gold and the small form 
between the two leaves in White Gold. An added spot of bright 
color will make the design more interesting. 
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PLATE AND CREAMER—ALBERT W. HECKMAN 


- Use same treatment as for Cup and Saucer on page 15. 
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PEACOCK BORDER—RYLLA E. SAUNIER 


ODY tone of peacocks is Deep Blue Green and a little Sea 
Green; the shading on the wings and necks Shading 
Green and Moss Green. The outlines of the peacock and the 
tail feathers are Banding Blue and Aztec Blue. The legs and 
eyes and stems of flowers are Dark Brown and Dark Grey. 
Flowers are painted with a very thin wash of rose, shaded with 
Blood Red. Leaves Apple Green and Shading Green. 


TRILLIUM (Page 17) 
M. H. Watkeys 


UTLINING and veining in Black. The inner petals of | 
flowers are painted with a thin wash of Blood Red and | 
a very little Violet. Outer petals are Apple Green and a little : 
Shading Green, using more Shading Green and a touch of Dark 
Grey for the shading. Leaves, Apple Green and a little Yellow 
Green, Shading Green and Brown Green. For the light turned 
over section of leaf use Apple Green, a little Yellow Brown and 
Violet. Background, Pearl Grey and a little Yellow Brown. 


PEACOCK BORDER—RYLLA E. SAUNIER | 


SALT SHAKERS, CONVENTIONAL BUTTERFLY—FRANK MONAHAN 


LL dark lines and units are Green Gold. Light lines are 
medium Green. Background of Trenton Ivory. | 

Dark bands and units on each side of butterfly are Gold. 

Background, Ivory mixed with a little Light Green. Wings of 

butterfly, Deep Blue. Interior of butterfly, Medium Green. 


Dark parts, Gold. 

Flower unit Deep Mauve. Stem and leaves are Dark 
Green. Line design on each side of flower are Gold. Bands of 
darkest tone are Gold, lighter ones Dark Green. Background, 
White, mixed with a little Albert Yellow. 
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TRILLIUTA- 
THiWatkeys 
TRILLIUM—M. H. WATKEYS | (Treatment page {6) 
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CANDLESTICKS—FRANK MONAHAN 

CONVENTIONAL BUTTERFLY 

= NITS and all dark lines running horizontially 
ae are Gold. Other lines are Green Gold. 


an Butterfly, Deep Blue and Green. Background, 


ABSTRACT DESIGN 


: \ a May be colored similar to other one, or any 
2 | other arrangement of colors that may be more 
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PLATE, CONVENTIONAL ROSE—FRANK MONAHAN 


Background, Ivory; roses, Pink; leaves and stems, Green; two border lines, Gold. 
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NARCISSUS—WILL RANNELLS 


KERAMIC STUDIO 25 


NARCISSUS 
Will Rannells 

‘LOWERS are left white and shaded with Violet and a little 
Yellow. Centers are Albert Yellow, a very little Yellow 
Brown, shaded with Brown Green and a little Yellow Brown. 
The dark line in the very center is Violet and Deep Purple. 
The narrow edge around the center is Yellow Red and a little 
Blood Red. Stems, Moss Green and Apple Green, shaded with 


Shading Green and a little Brown Green and Dark Grey. The 


brown tone in stems is Albert Yellow and a little Dark Grey, 
shaded with Yellow Brown and Dark Brown. Background 
is Pearl Grey, a little Yellow and Violet at the top, with Yel- 
low Brown and Dark Brown added at the bottom. | 


FRUIT BOWL (Page 20) 
Lucy M. Brown 
ANDS and grapes are gold, also the basket and outline of 
oranges. Leaves are painted with Yellow Green, a little 
Yellow Brown and Brown Green. 

Second Fire—Oil lower part of bowl and the space below 
the upper band and dust with 2 parts Pearl Grey, 1 Ivory Glaze 
and a very little Yellow Brown. Oil the space between the two 
bands forming the border and dust with 2 Ivory Glaze and 1 
Yellow Brown. Paint spaces in basket with Yellow Brown and 
a little Yellow Red. Paint oranges with Orange Lustre. 


ANSWERS TO CORRESPONDENTS 


A. E. W.—May I enquire if you use La Croix Chinese White as relief white, 
and also how to mix it? Also is that make of relief just ordinary raised paste 
and with what do you mizx it? 


The Chinese White is probably the same as Hard White Enamel, if so, use 
1 part Chinese White and 4 parts Relief White; it woild be best to make a test 
of it and fire it before using it. 

Relief White and raised paste are not the same. The latter is yellow and 
is used for raising gold. 


S. 7. D.—Is the initial on a tea-cup placed on the right or left side of the han- 
dle, and on what side of the tea-pot? 

Do we use flux with the colors in powder? 

What are the essential colors for the palette of a beginner wishing to take real- 
istic work? 

Is there a special gold to apply on Haviland china? 

The initial on both tea-cup and tea-pot should be on the right side of the 
handle. 

No flux is used with the powder colors. 

Albert Yellow, Yellow Brown, Blood Red, Dark Brown, Rose, Ruby, 
Violet, Banding Blue, Copenhagen Blue, Yellow Green, Apple Green, Brown 
Green, Shading Green. 

‘here is no special gold for Haviland ware. 


MRS. W. W. W.—Can the grey crockery butter jars and yellow crocks be 
fired in a china kiln? Is it practicable? 

What causes mildew on china coming from the kiln? 

Should Miss Osgood’s matt paints be dusted by the regular dusting process? 

What do you think of the ready prepared outlining fluids that fire black? 

Several times on taking china from the kiln I have found tiny shiny black 
specks that look like black paint (not mildew) and I was quite sure these were 
not paint spots or I would have noticed them before firing. Could any condition 
of the kiln cause them? 


Yes, these jars can be fired, if they are not semi-porcelain, but at a low 
heat. It all depends on the reason for your doing so; it is practicable in as 
far as they fire successfully. 

If your kiln has an iron pot the mildew is probably caused by dampness in 
the kiln. 

Yes, the colors should be dusted on. 

A great many people use these fluids and are well pleased with them. We 
can not speak from experience, having never used them. 

If your kiln is lined with fire clay, the black specks are not caused by any 
condition of the kiln. Possibly the blacks have flaked off of some piece of china 
near by. 
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MRS. C. D.—I do not quite understand when to use Special Tinting Oil or 
English Grounding Oil for ground laying. Will you kindly explain to.me the dif- 
ference in the two oils? 

It is not necessary to use both oils, the Special Tinting Oil answers all pur- 
poses. The English Grounding Oil was used when only the background was 
dusted on, but it is too heavy an oil for the present way of dusting on colors, as 
it is necessary to pounce it and it is impossible to do any pouncing when sev- 
eral colors are dusted on for the same fire. The Special Tinting Oil is a thinner 
one and does not need pouncing in the small spaces if it is applied thin enough. 


MRS. L. B.—Is there anything on the market that will erase copper or other 
lustres outside of acid? If so, where can it be purchased? 

The china eraser is used to erase things from china; it is a very weak solu- 
tion of acid, but is not as harmful as most of them. This is probably what you 
have in mind. It can be purchased from any of the art dealers. 


SINGLE MAGNOLIA—ALICE B. SHERRARD 


MRS. G. L. H.—Would it be safe to invest in one of the low price “Baby 
Grand” china kilns? 

Was particularly pleased with the Japanese design in April number, but do 
not understand what you mean by water mixture in connection with Grey for Flow- 
ers used in outlining. 

What is the purpose of the sugar and water mixture in outlining? 

I wish to do a conventional design connected by a band of gold with narrow 
black lines, but am afraid I cannot get it true. How shall I proceed? 


We are not familiar with the make of the kiln, so could not recommend it. 

The Grey or Black water mixture is the sugar and water mixture; mix the 
sugar and water together and add the color. 

The purpose of the mixture is to save a fire; color can be applied in the 
same fire as the mixture dries quickly, and if a mistake is made the color can 
be rubbed off with turpentine without disturbing the outline. 

Divide your piece into as many sections as the number of times in which 
you wish to place the design, then draw the bands around the place with a 
Keramic Gauge, and then trace in your design and proceed with the work in 
the usual way. 


B. H. W.—I am enclosing a tracing of a dragon taken from a nice piece of 
Chinese embroidery. I would like to apply it to a large round bon bon box in matt 
and lustres. If you could suggest the proper treatment in this or other application 
suitable, I would appreciate it very much. 


Outline the design with Black. Paint all of the dragon with Gold except 
the head, feet, and the pointed edge of the body. 

Second Fire—Oil the background and lower part of box and dust with 
Mason’s Hard Black. Go over the Gold and paint the rest of the body with 
Orange Lustre. 

Third Fire—Go over entire dragon with Light Green Lustre except the 
parts with Orange Lustre, go over the Gold also, apply the Lustre very heavy 
by flowing it on as much as possible without having it spread. Go over the 
Orange Lustre with Yellow Lustre. 


(Treatment page 12) 


STUDIO NOTE 


The Osgood Art School has moved to its 
new location, No. 80 Downing St., Brooklyn, 
where application for entry may be made, either 
personally or by mail to Mrs. Annette Osgood 
Stanton. 


The many colored prisms that will be used 
in the novel and striking scheme of night illu- 
mination of the Panama-Pacific Exhibit palaces 
are of fine cut glass, made in Austria by a pro- 
cess not followed elsewhere. The prisms, known 
as jewels, are patiently tooled by hand. 
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